Honen's Senchaku Doctrine and His Artistic Agenda
As the founder of the Pure Land School, Honen (1133-1212) had a profound impact on the doctrines of the medieval period. His teachings on the exclusive selection of in vocational nenbutsu generated a new doctrinal matrix with farreaching social and theological implications. Less well understood is the rela tion between Honen and the visual images of Pure Land Buddhism. A fresh examination of Honen^s writings illuminates the m onk's novel interpretation of a key soteriological icon: the paintings of Amida's welcoming descent with his celestial assembly. Special attention is given to the Gosho mandara and its role both as a manifestation of H onen^ doctrines and as a prototype for later paintings of Amida's welcoming descent with twenty-five bodhisattvas. The prolific and productive studies on Genshin and Shinran contrast sharply with the paucity o f investigations into H onen5s impact on art, and in particular, on the raigo genre. The reasons for this dearth o f scholarship are traceable to the traditional art historical perspective on H onen, which holds that his exclu sive selection (senchaku 選 択 ) o f the shomyo nenbutsu 称 名 念 仏 (invocational am grateful to Edward Kamens, Elizabeth ten Grotenhuis, Stanley Weinstein, and Mimi Yiengpruksawan, and the anonymous readers for helpful comments on earlier versions of this paper. The com pletion of this manuscript was made possible by a postdoctoral fellowship from the Reischauer Institute of Japanese Studies at Harvard University in [2003] [2004] . All translations are mine, except when noted.
1."Amida raigo painting" is usually a collective term that encompasses various types of paintings in the genre of rai^d (welcoming descent). In tms paper, uraigo painting" designates Amida shoju raigo painting, which are images in hanging scroll format and include Amida ana his attendants, in addi tion to Kannon 観音 and Seishi勢至. A subgenre of raigo painting is the nijugo bosatsu raigo 二十五 菩薩来迎 painting, which is characterized by twenty-five bodhisattvas.
2. The concept of raigo stems from the nineteenth of Amida's forty-eight vows in the Murydjukyd 無量春経(Larger Sutra). In this vow Amida promises his appearance in front of devo tees at the moment of death. The raigo concept became popular in Japan in the decades surround ing 1052， the year that was considered to be the beginning of mappo 末 法 (latter days of the Buddhist law). 5; Honen shonin denki, 126b, 137b, 138b. See also H am ad a 1989， p. 64; Sh inbo 1985， p. 31; and Ish id a 1991， pp. 94-5 . However, these studies have not gone beyond mere observation of the connection.
4. Honen treats the eighteenth vow of Amida in the Murydjukyd with special emphasis. The vow is: "May I not gain possession of perfect awakening if, once I have attained buddhahood, any among the throng of living beings in the ten regions of the universe should single-mindedly desire to be reborn in my land with joy, with confidence, and gladness, and if they should bring to mind this aspiration for even ten moments of thought and yet not gain rebirth there. This excludes only those who have committed the five heinous sins and those who have reviled the True Dharma" (Gom ez 1996， p. 160). Honen reads in the vow that Dharmakara (future Amida Buddha) put aside all manifold practices, including contemplation, and selected the wholehearted recitation of Amida's name. See Senchaku hongan nenbutsushii, 5b. N a k a n o i960, p. 48; and H am ad a 1975， pp. 163-65. 6. While invocational nenbutsu is powerful enough to extinguish sins at the moment of death, on ordinary occasions it does not always work and is dependent on the devotee's fervor. However, con templative nenbutsu can extinguish sins on both occasions.
7. On the one hand, the archaic hallmarks of raigo paintings created during the time of Gensnin, such as frontal composition, seated figures, and a correspondence with the contents of the Ojoydshu, continued to be depicted in the genre through the early fourteenth century. On the other hand, later raigo paintings without such features have also been connected with Genshin; for instance, the paintings approach has been unable to account for two aspects o f the later raigo paintings. In this paper, we first review the aspects o f the senchaku doctrine that art his torians have over-generalized and misinterpreted to the point of purporting that H onen was aloof to the devotional role o f the visual image. Secondly, we w ill 6 | Japanese Journal o f Religious Studies 31/ 1 (2004) dated to the thirteenth through fourteenth centuries witn inscriptions reading "painted by Gensnm." (Senchaku nongan nenbutsushu, 19a; S e n c h a k u s h u E n g l i s h T r a n s l a t i o n P r o j e c t 1998， p. 148)
In other works Honen underscores the superiority of reciting nenbutsu to revering visual objects. In the Honen shonin eden 法然上人, 絵 伝 (dated 1307-1317)> we read:
Recent practitioners, do not pursue contemplative practice. Even if success is acnieved in meditating on Amida, the vision will never rival the masterly carv ings of sculptors like U nk ei埋慶 or Kokei 康 慶 . fhe vision of the Pure Land cannot be as luxurious as the real flowers of the cherry, plum, peach, or apricot trees. Believe only that Amida's original vow will never fail and that all sentient beings surely attain rebirth in the Pure Land through nenbutsu. Thus, deeply relying upon the original vow, exclusively utter Amida's name. The doctrinal sketch o f H onen in this section relies on S e n c h a k u sh u E n g lis h T r a n s la t io n P r o j e c t 1998， pp. 35-55. ). However, until the twelfth century, Amida sculptures were largely in the form of seated statues. In the twelfth century, the sculptural standing Amida emerged, but seated statues still comprise nine-tenths of the surviving examples. With regard to the pictorial standing images of Amida or the Amida triad, the stylistic transformation from the seated to standing figure was contemporane ous with the changes in sculptures. Although there are no surviving paintings of a standing Amida or of the Amida triad before the thirteenth century, we know from medieval documents that such images were employed at Buddhist services in the twelfth century.
14. Other reasons are sometimes suggested for the change from a seated to a standing image of the emergence of the image in the twelfth century, ms death occurred well before the culmination of the popularity of the standing images, including the appearance of the image in raigo paintings. The latter two suggestions may have been good sources for models of the new standing images, but they were unlikely to have been the direct, fundamental causes of a major artistic change. Instead, we should seek a dramatic doctrinal shift that would motivate a change in religious emphasis from a seated to a standing Amida. Honen^ doctrines propounding the significance of the gilt standing Amida in raigo mode must have been the immediate stimulus for the production of the new image. (date unknow n), attributes A m id a， s standing posture to his compassion for the welcoming descent. The relevant section tells us:
At the right time, [Amida] never fails to keep the original vow of the welcoming descent, and he comes in a rush. Whether the occasion is daily life or death, the prayer for [Amida's] 18. The three kinds of love bonds are also described in Ojojodo yojin 往生浄土用心， 654a.
19. For such guidance, Honen suggests using the pictorial or sculptural image of Amida for the moment of death.
20. This view contrasts with that of Genshin, who posits that raigo is the result or right mindful ness and is the confirmation of ojo. 24. Twenty-three nijugo bosatsu raigo paintings have survived, and of these the following twenty-one contain gold pigment: Guhoji 弘法寺（ Kyoto), Shoju Raigoji 聖衆来迎寺（ Shiga), Shoganji 勝願寺 (Saitama), Jofukuji 浄福寺（ Kyoto), Shodoji 小童寺（ HyOgo), Chion'in 知恩院（ Kyoto), Henmyoin 遍明院（ Okayama), Shogakuji 正覚寺（ Aichi)， Shin Chion'in 新知恩院（ Shiga), Nezu Institute of Fine Arts, a private collection (Nara), Freer Gallery of Art (Washington, DC), Daizoji 大蔵寺(Nara), Kongoji 金岡1 诗 （ Nara), Fukushima Prefectural Art Museum 福島県立博物館， Zenkoji 善光寺（ Nagano), Yugensai Collection幽玄斎コレクション， Komyoji光明寺（ Kanagawa)， Jogon5 i n 浄厳院（ Shiga), Zenrinji禅林寺 26. mx mju^o bosatsu raigo paintings at Guhoji, a private collection in Kyoto, Chion m, Shin chion'in， Daizoji, and Kongoji depict a palace as an indication of the highest rebirth.
27. Some Descent of Amida with Twenty-Five Bodhisattvas show a vanguard of crouching or danc ing groups that contain two rather than three bodhisattvas. For example, paintings at a private collec tion in Kyoto and at Henmyoin depict two bodmsattvas in the crouching group and three bodhisattvas in the dancing group. Paintings at Shodoji and at Shoju Raigoji include three bodmsattvas in the crouching group and two bodhisattvas in the dancing group. However, these four paintings are compositionally similar to the raigo scene in the Gosho mandara. f i g u r e ia. Gosho mandara. Hanging scroll, ink and color on silk, 1204， 116.7 x 54.6 cm, Seiryoji, Kyoto (Courtesy of Nara National Museum). f i g u r e ib. Copy of Gosho mandara. Hanging scroll, ink and color on silk, fifteenth century, 116 x 54.6 cm, Seiryoji, Kyoto (Courtesy of Nara National Museum). The scholarly consensus has been that during this period Shoku developed and circulated the nijugo bosatsu raigo paintings. This view is grounded in four observations. First, Shoku's close associ ation with visual images is well known from his efforts in circulating copies of the Taima mandara 当麻曼荼羅. Secondly, the nijugo bosatsu raigo paintings are stylistically similar to the scene of the descent of Amida with his twenty-five bodhisattvas in the Taima mandara engi emaki 当淋曼荼維 縁起絵巻 at Komyoji, which was thought to have been created as part of the effort to spread Taima mandara belief in the mid-thirteenth century, a project advocated by Shoku. The stylistic similarities are: the descent in a diagonal composition from the upper right to the lower left (often toward the dying devotee waiting inside a structure), the twenty-five bodhisattvas (three bodhisattvas, including Kannon and Seishi, and a separate group of dancing bodhisattvas preceding Amida), and the stand ing figures of Amida and bodmsattvas, as opposed to the seated figures of earlier paintings. Tnirdly, Shoku5 s doctrines allow manifold practices (shogyd 諸 イ 了 ) in addition to invocational nenbutsu 念仏. 33. Indeed, the Kumagai family document of 1195 includes several lexical items and stylistic ele ments that are incongruent with a date of 1195. The document is probably a later forgery that attempted to substantiate Honen^ gift of Gosho mandara to Naozane. rebirth is docum ented for the thirteenth day o f the fifth m o n th o f Genkyu 1 (1204) in the Kumagai Naozane jihitsu seiganjo 熊谷直実自筆請願状（ Handwritten Prayer bv Kumagai Naozane) at seiryoji, and Naozane s acquisition o f the image in the same year is plausible.34 The pursuit o f the highest rebirth was to be an advanced quest for experienced devotees, so it seems reasonable that Naozone would attempt this only after an extended apprenticeship, and indeed ms formal aspiration for the highest rebirth is recorded in 1204，eleven years after he became Honen^s disciple in the exclusive selection of the invocational nenbutsu practice (Kumagai Naozane seiganjo, [67] [68] [69] [70] [71] [72] [73] [74] [75] [76] [77] [78] [79] [80] [81] . The date o f 1204 also matches the evidence o f the Gosho mandara yurai, which relates that the painting was made five years before Naozane's death in 1208 (Gosho mandara yurai, 85) . Hence, the 7c; Se n c h a k u s h u E n g l i s h T r a n s l a t i o n P r o j e c t 1998, p . 87) .36 T h u s , v is u a l images like the Gosho mandara, wm ch reflected A m ida s promise o f bestowing even the highest rebirth, became suitable for mature devotees as they sought 34. The authorship of the calligraphy in the Kumagai Naozane jihitsu seiganjo has been verified. Due to the ambiguity of the syntax, it is possible to interpret the passage as stating Naozane became interested in the highest rebirth in 1194 or 1204. Current scholarship has adopted the former date. Kumagai Naozane seiganjo, [67] [68] [69] [70] [71] [72] [73] [74] [75] [76] [77] [78] [79] [80] [81] 35. His correspondence with Hojo Masako is dated to 1200 or 1205. His letter to Ogo no Taro Sadahide is dated to the fourteenth day of the third month (perhaps of 1198). His letter to Tsunoto no Saburo Tamemori is the eighteenth day of the ninth month (before 1200). [it is] in the daytime or night, at whatever time or in whatever place, devils and evil spirits will be kept from coming into contact with them. And again it is said in the Kuan [wu-liang-shou\ ching (Meditation Sutra) that if anyone recites the name of, prostates himself or herself before, and meditates on A-mi-t， o Fo and 37.
His vision of universal salvation is explained in a passage from the Senchalcushu: "We should know that if the original vow required us to perform the manifold practices mentioned above, then those who are able to attain birth would be few, while those unable to do so would be very many. For this reason, the Tathagata Amida, in the distant past when he was bhiku Dharmakara, moved by impartial compassion and wishing to save all beings universally, did not select the manifold practices, such as m aking images o f the Buddha and building stupas, as corresponding to his original vow con cerning birth. Instead he selected the single practice o f reciting the nenbutsu." see S e n c h a k u s h u E n g lis h T r a n s la t io n P r o j e c t 1998， p. 78.
desires to be born in his land, then that Buddha will send an innumerable host of transformation buddhas and Avalokitesvara and Mahasthamaprapta in countless transformation bodies to protect such a practitioner. Further, together with the above-mentioned twenty-five bodhisattvas， they will surround this person in hundreds and thousands of rows; whether he or she is walking, standing still， sit ting, or lying down, at all times and in everyplace, day or night, they will never leave this person (emphasis mine). Since this supreme benefit to be relied on is available, I fervently hope that all the practitioners should each seek birth with utmost sincerity.
{Sencnaku hongan nenbutsushu, i 8a-b; S e n c h a k u s h u E n g l i s h T r a n s l a t i o n P r o j e c t 1998, p. 143) Here, the earlier, separate roles o f twenty-five protective bodhisattvas (including 38. The copy itself is dated to 1249. 39. Since the second oldest surviving Gosho mandara, at the Metropolitan Museum of Art in New York, is dated to the mid-fourteenth century, it is possible that other Gosho mandara were not created until the し hmzei sect of the Pure Land Buddhist School, which of all the sects most retained Honen's doctrines, increased in power around 1300. The Chinzei sect became more influential after Ryochu's move to Kyoto in 1276 (Y o sh id a 1992， pp. 238-40).
H o n e n 5s school, which suggested the use o f a facile salvific practice for the masses, was harshly persecuted as a dangerous heterodoxy in the exoteric-esoteric {kenmitsu 顕密 ) system. Three waves o f persecution rose against Honen: the Genkyu 元久 persecution o f 1204， the Ken'ei 建永 persecution o f 1207, and the Karoku 箭禄 persecution o f 1227, after his death. The opposition to H o n e n 5s steadfast conviction in the single practice o f invocational nenbutsu was gener ated largely by Hosso m onks at Kofukuji and Tendai m onks at Enryakuji. The imperial court reacted by punishing H onen5s school. The persecution reached its peak in 1207， when H onen and seven or his disciples were exiled to Tosa 土佐 in Shikoku, while his disciples Juren 住蓮 and Junsai遵西 were sentenced to death.
After H onen5s death in 1212， his followers were still active and had separated into five sects led by his leading disciples, am ong w h o m Ryukan 隆莧， Kosai 幸西， Shoku, and Chosai 長西 were in Kyoto, while Shoko 聖光 was in Kyushu.40 In the Karoku persecution, the m onks at Enryakuji desecrated H onen5s grave, and his disciples Ryukan and Kosai were exiled. S h ok u^ Seizan and Chosai5s K uh onji 九品寺 sects avoided exile and remained in Kyoto, continuing H onenJs legacy in their teachings on the nenbutsu practice. The Seizan sect, in particular, grew rap idly during the persecution. As its leader, Shoku advocated doctrinal changes that allowed a wider employment o f visual images; thus, he became a proliferato r o f nijugo bosatsu raigo p a in tin g s ( K a n d a 2002, p p . 226-42) .
In addition to the Gosho mandara, it is know n that H onen facilitated the cre ation o f paintings entitled Sesshu fusha mandara 摂取不捨曼荼_ (all-embracing m andara).41 Unfortunately, none has survived, but contemporaneous accounts relate that the images depicted the light of A m ida snining upon lay nenbutsu prac titioners, while simultaneously eschewing the scholars and monks o f other schools. For H onen, the all-embracing mandalas epitomized A m id a's impartial compassion that would bring salvation to all, even to the poor and destitute. Such universal salvation ran counter to the ensconced social stratification o f traditional Buddhist schools, whose funding was leveraged by the possibility o f esteemed positions in paradise for the rich and highborn. In fact, the all-embracing m a n dalas were destroyed by orthodox sects threatened by their revolutionary message.
Nevertheless, the brief existence o f the all-embracing mandalas, as well as the far-reaching impact o f the Gosho mandara, illuminates H onen5s vigorous visual orientation. He assigned to these images a functionality that transcended the 40. The five sects are: Kosai5 s Ichmen sect 一念派， Shoko5 s Chinzei sect 鎮西派， Ryukan^ Ta'nen sect 多念派， ShokG's Seizan sect 西山派， and Chosai5 s Kuhonji sect 九品寺派.
41.We know that the Sesslm fusha mandara were designed by Honen5 s followers on the basis of the Kofukuji sojo an 興福寺奏状案(Kofukuji petition), dated to the tenth month of Genkyu 2 (1205).
See Kofukuji sojo, 2^yb-26ia. The translation reads, "The error of establishing a new image: some of Honen^ followers have designed a mandara that depicts the rays of light that emanate from Amida Buddha embracing those who practice the exclusive nenbutsu but not those engaged m other practices." S e n c h a k u sh u E n g lis h T r a n s la t io n P r o j e c t 1998， p . 17.1 assume that the mandara was also employed as an image of encouragement.
internal focus o f the traditional, ritualistic, and meditative images o f B u d dhism. In the dynam ic m ilieu o f medieval Japan, the two types o f images tra versed both religious and social boundaries w ith an agency that encapsulated Honen^s assertive visual agenda in the prom ulgation o f his spiritual ideals.
